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VERSATILITY OF KOLKATA IN MUSIC ACTIVITY
WITH AN EMPHASIS ON LISTENER-SHIP

MARCH 26,2015 | ADMIN

V.K. Kichlu, Vocalist and former Executive director, ITC Sangeet Research Academy

It is my privilege to come here to the great seat of learning and we are able to talk about something
of which | may not really know the exact facts but still | am talking before you. | am not reading a
paper, | am not giving a talk, | am merely expressing my thoughts. This is a kind of a concept that |
have built myself thinking on the major stated objective of this seminar as to identify ‘Kolkata’s
Signatures’. | would prefer to see it a little differently and see the city’s signature in Calcutta’s
versatility. Now, since the middle of 19" century, Kolkata has shown its strong presence in Indian
Classical Music scenario. These are only my observations. They may be wrong, they may be
contradicted and | am sure that everyone sitting here, are very knowledgeable persons.

Since the middle of 19t century, my observation is that, Calcutta has been showing very strong
presence in every sphere of musical activities. This is where, | would say, the question of versatility
comes in. There were great centres of music all along, like, Gwalior had produced many great
vocalists and with only one exception an instrumentalist Ustad Hafiz Ali Khan Sahib. Likewise, Agra
has produced vocalists, Maharashtra has produced many vocalists. Meeraj, Sangli, Satara, Sholapur
have great histories. Jaipur has its rich musical history. The only other city which | can bring closest to
Calcuttais Benaras where there were a number of musical activities. There were vocalists of very
high order, there were instrumentalists of very high order, house of tabla, Anokhelaljee, Shamta
Prasadjee, Kanthe Maharaj, Kishen Maharaj and so many others. Say, Instrumentalist like Ustad
Bismillah Khan Sahab. In thumri there were a number of legends like Badi Motibai, Rasoolanbai,
Siddheswari Devi and then we come to Girija Devi now. Sarangi; it was one of the greatest education
centres of Sarangi through Gopal Mishra, Hanuman Mishra and so on. Then in dance; Sitara Devi,
Gopi Kishan sab wohin ke hain. And it also followed by several generations. Banaras may be more or
less completely out of it now, but for a long time it had this versatility which | say was closest to
Calcutta. But Calcutta’s versatility was matchless! That is what | want to talk about today.

The latest study of the scenario which was in the mid of the 18" century or even earlier. We can go
back to Aurangzeb, the Mughal emperor, who ostracized musicians and sent them out of the limits of
the city Delhi. He made them settle down elsewhere. It was then the Tawaifs and mirasis saved and
protected our music. So the contribution of Tawaifs was enormous in the history and the survival of
our tradition. But, those were also a time when the Mughal emperor was rigid on his line and the
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centre of culture that was developing was ours. Calcutta started to be considered the cultural capital
of the country at that time with the particular contribution by Nawab Wajid Ali Shah and many
others. And also that was the time when there was a social stigma for music; the respected families
did not accept music or musical activity as a respectful activity. No girls of the respected families
were allowed to not only perform from a public platform but not even permitted go to listen music
and dance. This was the situation. That was the time when Calcutta became the biggest centre of
Tawaif culture and the most important one. It was also because that was the time when Nawab Wajid
Ali Shah was banished from Lucknow and settled down in Calcutta. He became the biggest patron of
music and the centre of activity. We heard of the great Malikajan, Gauharjan’s mother. Gauharjan,
then Malikajan Agrewali, Zoharabai Agrewali, Jankibai of Allahabad who was known as
‘chhappanchhuri’. These musicians were all from different places but Calcutta was still the centre
where they came and performed and earned their goodwill and reputation. So as per the activity was
concerned, high quality activity, it was Calcutta, for all Tawaif cultures.

Now we know about Gauharjan's stature and Gauharjan’s not only calibre but power as a musician.
Bikram Sampath has written a very interesting book on it. That was the time when Gauharjan, when
she was in her twenties, she had earned so much money that she used to go out for evening outing in
asix horse carriage. Once on the Red Road the Governor General of that time was passing when
Gauharjan also was riding her carriage. The Governor General thought that she was one of the ladies
of some great talukdar and he took his hat off and saluted her. Later he was told that he saluted a
Tawaif! The Government launched a case against Gauharjan. Nobody was allowed to ride on a six
horse carriage at that time because it was only the privilege of a Governor or a Viceroy. So Gauharjan
was fined one thousand rupees! She said that she will travel every day and every day she used to pay
one thousand rupees! But she kept on travelling.

Once she was invited by Mahatma Gandhi to give a demonstration and donate the proceeds for his
cause. She agreed with only one condition and informed Mahatma, “If you come, | will fulfil this
promise”. The deal was done. Gauharjan went there; performed but Mahatma was not present. He
sent another representative. She took the proceeds and only gave half of it to the organiser. They
said why? Because Mahatma broke his promise, he did not come and | am also breaking my promise.
She had that stature, that calibre. That was the power of Tawaifs and also it was well known at that
time that Tawaifs— Now | must explain also that we should not confuse the Tawaifs and prostitutes.
Tawaifs were not prostitutes. That was a different segment all together. The Tawaifs were highly
respected at social circles and in fact all the aristocrats of Calcutta respected them a lot. They even
used to send their young children to learn etiquette and languages from these Tawaifs. They used to
be sent them to the kothas. Tawaifs were not looked down upon the way that they are looked down
today. So, that was the Tawaifs’ contribution to Calcutta at that time, which again in my opinion,
helped for surviving this great music tradition.

Then in other spheres, other aspect of musical activity which | considered a very important aspect is
the patronage. As Mathur sahab [Ravi Mathur] explained today if we had not the patronage of |.T.C.
probably Sangeet Research Academy would not have been there or would not have survived.
Patronage is a big factor and it must be a benevolent patronage, not a selfish patronage. Today’s
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patrons ask for instant mileage. In those days there was no question for any mileage. They were
supporting the activity because they valued the tradition and they wanted that the value of the
tradition must continue. Of course they also derived some return from it but it was not in terms of
instant mileage. So, Calcutta was the centre of great patronage. As | said, the first eminent patron
was Nawab Wajid Ali Shah, and then there were great names like Seth Dulichand, Shyamlal Khhetri
and so many bhadroloks.

And here | may mention one more thing that the quality of mind and heart that the musicians of that
time possessed — I'll come to it later. There was a mehfil at Seth Dulichand’s house where number of
Tawaifs performed including Gauharjan but the most attractive personalities were Bhaiya sahab,
Bhaiya Ganapat Rao. Bhaiya Ganapat Rao was the son of Maharaja Sindhia. He was one of the
greatest harmonium players and he came to that mehfil with Moujudddin Khan Sahib. That was
Moujuddin’s first performance in Calcutta. He sang a composition in ‘Paraj Bahar’, a composition
which Gauharjan used to sing. Gauharjan was so impressed that she not only cried, she felt down in
the feet of Moujuddin, requested him to accept her as his disciple. As a mutual respect, after that
they never sang Paraj Bahar at all. She said “I'll not sing this raga composition ever”. So that was the
quality of the musicians’ heart.

Then | come to another aspect which needs to be considered. We know the thumri as we know today.
It is said to be a creation of Wajid Ali Shah sahab about 175 years or little more than that. The
original form may have been the ‘raas’ or what they called ‘chanchar’, ‘chanchari’ and then ‘thung’ and
then ‘thumri’. But as we hear it today that the currently popular style of thumri singing was given by
Wajid Ali Shah. And in thumri, as we know, we don’t have gharanas. In thumri we have ‘ang’. There are
two ‘ang-s’; Puravang and Punjab ang. Punjab ang is very recent. In fact Bade Ghulam Ali Khan Sahab
also said, | have an interview in Sangeet Research Academy, that “kaun kahta hain ki main Punjab ang
gaata hun...Punjab ang kuchh nahin hain...ek hiang hain... purabang...... main bhi purabang gaata hun.
So it was all purabang. Now we also know that purabang is said to have been started at Lucknow and
the great thumri singer of that time was Sadik Ali Khan Sahab who also taught Ganapat Bhaiya the
art of singing thumri. But with his creativity ‘kalpanashakti’ he created his own style and with his
genius he formed what we know today as Banaras ang or puravang and he passed it onto Moujuddin
Khan who was his disciple. Moujuddin became the greatest exponent or the one who introduced the
puravang of Banaras gayaki in Banaras. Ganapat Bhaiyaa was in Calcutta, Moujuddin was in Calcutta
for along time. | would say, even the thumri gayaki of puravang was too a large extent created in
Calcutta. Then it was passed on and was adapted by various famous musicians of Banaras.

Then the birth of a recording company. The first recording company of India was in Calcutta. The first
recording company was known as The Gramophone and Typewriter Limited[1]. The first recording of
classical music which was Gauharjan again was done in Calcutta. The recording was done perhaps in
1902 but the record was released in 1903. So, that was also a pioneering recording happened in
Calcutta. And | have read this in Vikram Sampath’s book ‘My name is Gauhar Jaan: The Life and
Times of a Musician’. This work thus unbeatably pioneered in major revolution in Indian classical
music, Kolkata witnessed a fascinating journey from a world of closet patronage to global mass
media; that is a very big contribution of Calcutta.
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Now we come to the great musicians. We all know the great musicians of earlier times. It was
Bishnupur gharana. In this gharana we had great dhrupadias like Gopeshwar Bandyopadhaya,
Satyakinkar Banerjee, Khestra Mohun Goswami and other very big names. Later on those who were
in Calcutta; Gauharjan, Moujuddin Khan, Badal Khan, Ramnidhi Gupta, Nidhubabu [the inventor of
Bengali tappa] and so on. So, all these old-timers but the biggest lot of musicians, vocalists and
instrumentalists of later times also were in Calcutta. May | can quickly read the names; Gyan
Goswami, Bhismadeb Chatterjee, Tarapada Chakraborty, Chinmoy Lahiri, Prasun Banerjee, Meera
Banerjee, Sandhya Mukherjee, Malavika Kanan, Sunanda Pattanayak and then Ajoy Chakraborty,
Rashid Khan, Ulhash Kashalkar all belong to Calcutta. But instrumentalist had greater evidence,
greater weight. Allauddin Khan Sahaab...those who really lived in Calcutta.....Allauddin Khan
Sahaab, Mustaq Ali Khan Sahaab, Radhika Mohun Moitra, Gokul Nag, Vilayat Khan Saab, Ali Akbar
Khan Saab, Imrat Khan, Nikhil Banerjee, Sagiruddin Khan, Masid Khan Saab, Gyan Pakash Ghosh,
Kanai Dutta, Karamatullah Khan Saab, Ali Ahmad Hussain and then today’s generation of
musicians....all coming from Calcutta.

Now here, | want to point out one more very important characteristic that Calcutta was the biggest
centre— certainly— same for Maharashtra in many ways. Maharashtra produced mostly vocalists.
Calcutta produced vocalists as well as instrumentalists. But there was one other factor which |
noticed that amongst Calcutta musicians; all these names which | read most of them were the sons of
the soil. They were born there, they lived there. But you don’t find this in any other place. Let me give
you some names of Maharashtra’s great musicians...the vocalists who did not belong there... Vilayat
Hussain Khan Sahab, Khadim Hussain Khan Sahaab, Latafat Hussain Khan sahaab, Parveen Sultana,
Manik Verma, Laxmi Shankar, Ahmedajan Therakuwa Khan saab, Allarakha Khan saab, Ram Narayan,
Sultan Khan saab, Hariprasad Chourasia, Shiv Kumar Sharma, Nikhil Ghosh, Dhruva Ghosh, Nayan
Ghosh, Ronu Majumder.....all of these musicians do not belong to Maharashtra. So, Calcutta was the
only place where the eminent musicians belong to Bengal. And this shows one thing; that is the
quality of talent. The quality of talent, the raw material in Calcutta was of the highest quality.

Then I'll come to my last sphere; that was conferences. | settled down here in 50’s. Before that we all
know, Calcutta used to have the All Bengal Music Conference, Bengal Music Conference and Ghosh'’s
or Manmantha Ghosh'’s conference. But when | settled down here in 50’s, there were at least 200
conferences being held in West Bengal. | am not talking about Calcutta now. | am talking about West
Bengal. Obviously Calcutta has the largest share of big conferences and these were a part from All
Bengal and Pathuriaghata Ghosh’s conferences. There were Sadarang Music Conference, Tansen
Music Conference, Dover Lane Music Conference, Park Circus music conference, Surdas Sammelan,
Calcutta Music Circle’s conference in 50’s and 60’s. Bombay had only Swami Haridas Sangeet
Sammelan and Kal Ke Kalakar which were also both Pt. Brij Narayan’s product. Puna had one; Sawai
Gandharva. Harballav had one. Delhi had one; Shankarlal and later ITC Sangeet Sammelan and
Calcutta had 200 conferences! So, that was the difference and then also the difference of
listenership.

What | saw in Calcutta in 1956 with my own eyes nobody would believe it today. It was 1956
Sadarang Conference. It was held in Darbhanga Square; the corner plot of the Chauringhee Road and
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Harrington Street. There was not anybody who was not performing in that conference. Ali Akbar
Khan Sahib, Pandit Ravi Shankar, Amir Khan saab, Bade Ghulam Ali Khan Saab and Birju Maharaj,
Roshan Kumari...you name anybody and they were there. Two programmes each and there were
5000 persons sitting inside the pandal and 35000 people outside on the roads! Chouranghee and
Harrington Street — you could not cross the road after 12’O clock midnight and this was permitted
by the order of the Police commissioner! It used to be whole night conference. This kind of scenes
you could never see anywhere. Apart from that | still remember Dover Lane conference. We used to
go and just park our car outside the pandal and plenty of cars...... 30, 40, 50. People just remainingin
their cars drinking coffee, tandoori chicken....whatever........spending all night there...listening to
the conference from outside. This was the culture. Where this kind of conference culture you could
hear?

And the last thing is also the most famous manufacturers of instruments. Hiren, Hemen....these
names were the biggest names even until 5 years ago. So Calcutta was the only place which produced
every aspects of Indian classical music activity perhaps at its best and things may have changed now.
Things change everywhere. Time change, environment changes, maybe now we do not have this
exact scenario. But Calcutta is still a very strong centre and will remain so.

[1]on 10 October 1903 the office of The Gramophone & Typewriters, Ltd. moved to 7 Esplanade East.

This is based on the verbatim of the presentation of Pt. Vijay Kumar Kichlu done by Troile Dutta, a PhD
scholar of the Department of instrumental Music, Rabindra Bharati University. - Editor

A part of the Seminar Proceeding of the seminar titled ‘Kolkata Style: Looking into Indian Classical Music’
held during 12-13 March 2015 organized by the Department of Instrumental Music, Rabindra Bharati
University under the UGC funded SAP-DRS Project. The proceeding was published with ISBN 978-81-
928763-0-7.
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Tapasi Ghosh, University of Calcutta & S.P. Nandi, Principal, TIGPS
Abstract

Hindustani Classical Vocal Music unfolds the majestic beauty of the Raga through a logical and progressive
development of notes except for Thumri. Thumri follows no well defined patterns of elaboration but,
frequently blends multiple ragas and thus affecting the distinct identity of each of them. It can be said that
Thumri unfolds the Bhava within a Raga maintaining the grammar of Raga and Tala like Khyaal and exploits
various complex style like murki, khatka, meend, zamzama, chhut taan etc. Thumri has mainly two styles-
Purav ang and Pashchim ang gayaki and Purav ang has three different gayakies namely Lucknow, Banaras
and Gaya gayaki. Now- a-days it is observed that Thumri singers of Kolkata dominate all the festivals and
utsavs of Thumri in India and abroad. Though Thumri is originated in Lucknow and Varanasi but at present a
number of Thumri singers are there in Kokata. It is likely that Pandita Girija Devi and Bidushi Purnima
Choudhury trained a huge number of students in Kolkata. The present study is a qualitative research trying
to analyze and find out the common features of the Thumri singers of Kolkata with the help of tools like
books, journals, CDs, internet searching, interviews etc. It has been seen that the main part of Thumri ie
.Bolbanao is not satisfactory because of lack of command over the language of bandish ie. Hindi,
Brajabhasha, Bhojpuri, Maithili or Audhi. Moreover, lack of command over the raga it is difficult to sing
proper Bolbanao. It has been seen that many disciples imitate their guru or prominent Thumri singers, even
their gesture of performance. On analyzing the gayaki of different Kolkata based Thumri singers it is found
that the style they use mostly resemble the Purav ang gayaki and there is no perceptible evidence of
uniqueness in styles which can be termed as Kolkata style.

Keynote- Thumri, Kolkata, Purav ang, Bolbanao, style, gayaki, uniqueness
lllustration

Thumriis usually referred to as a light or semi-classical form of Hindustani Classical Music. The name
Thumri comes from ‘Thumak’ or ‘Thumakana’which means to make a dance like movement and the
first thumri performers did kathak dance while they sang. Some musicologists believe that Thumri
came from the ancient form ‘Charchari Pravandh’ or Hallisak Geeti. But the available document on
Thumri mentions it origin in around 16-17 century. A large number of musicologists said that Thumri
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was a spontaneous outcome of people’s taste and demand of the time. Savita Devi opined that “The
public taste keeps changing with the time and has definite influence on the art of music. Perhaps a
form like Thumri was created to allow certain artistic freedom” (Savita: 2003). Thumri is said to be
originated from the regional or folk songs of Northern India. Many traditional form of Thumri, Chaiti,
Kajri are the refined form of folk music.

According to Peter Manuel the origin of Thumri has been popularly recognized to the court of Wajid
Ali Shah of Lucknow(Manuel, P. 1989). Wajid Ali Shah governed Lucknow from 1847 to1856. While
little interested in admistration he was a great patron of Arts. During his reign music, dance, poetry,
drama and architecture flourished abundantly. Wajid Ali Shah personally contributed a lot to the Art
of India. He was a great Urdu poet and writer of Urdu Drama. He is also an accomplished kathak
dancer, dramatist and singer and composer of Thumri. Although some musicologists opine that
before his reign Thumri developed as a light classical form and achieved remarkable popularity. Sadiq
Ali Khan of Qawal-Bachche gharanais said to have invented and developed Thumri and every
prominent Thumri singer took talim from him. He had a number of disciples including Wajid Ali Shah,
Qadar Piya, Bindadin Maharaj, Bhaya Saheb Ganapat Rao, Inayat Hussain Khan (Sahaswan Gharana),
Haider Jan, Najma and others. However, it can be said that in the reign of Wajid Ali Shah and with his
patronage Thumri was popularized in the area between Ganga and Yamuna rivers. In 1856 Wajid Ali
Shah had been shifted to Kolkata. After losing his kingdom, the Nawab first went to Kanpur and then
progressed to Calcutta in a steamer accompanied by his close relatives and large entourage
comprising musicians, nautch girls, cooks and animals from his menagerie and came ashore at B
Bichali Ghat Metiabruz, Calcutta on 6t May 1856. (http://en.wikipedia.org/wiki/Wajid_Ali_Shah). So
it can be said that Thumri Parampara started in Kolkata from that time.

Malkajaan moved to Calcutta in1883, and established herself in the courts of Nawab Wajid Ali Shah,
who had settled at Matiaburj later at Garden Reach near Kolkata. It is here that her daughter young
Gauhar started her training. She learnt pure and light classical Hindustani vocal music. Gauhar Jan
started performing in Kolkata in 1896 and was called the ‘first dancing girl’ in her records.

According to Neuman (1980:13) as quoted by Manuel Peter (1989:85) “In the early decades of this
century, renowned tawa'ifs from Benaras and Calcutta traveled throughout North India, singing in
courts for the princes who completed with one another for musical renown.” In addition to Gouhar
jan, Indubala Devi and Kamala Jharia were the notable thumri singers of Kolkata. Their style of
Thumri singing had an impact during that time in Kolkata. Another notable Thumri singer Girija
Shankar Rao Chakraborty was largely responsible for popularizing and refining the Thumri tradition
of Mauzuddin and his own teacher Bhaya Sahib Ganapat Rao . Girija Shankar Rao Chakraborty
trained an entire generation of Kolkata including Sunil Bose and Naina Devi. Zamiruddin Khan was
also prominent Thumri singer who lived in Kolkata.

Another gayaki in Thumriin Kolkata was the Thumri of Vidushi Sandhya Mukherji, who took talim

from Ustad Bade Ghulam Ali Khan and introduced his style in Kolkata. Ustad Bade Ghulam Ali Khan
invented a new style of Thumri mixing the gayaki of Patiyala gharana and Tappa ang that is known as
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Paschim Ang Thumri gayaki. Vidushi Sandhya Mukherji sang Thumri, Kajri in Bengali Cinema. In this
way her contribution is also notable for popularizing Thumri in Kolkata.

Bidushi Dipali Nag shifted to Kolkat after her marriage from Agra in 50s. She contributed a lot for
spread of Hindustani Classical Music in Kolkata. She had brought a rich treasure of Thumri, Dadra,
Kazri, Chaiti with her and in turn she trained her students in these forms.

After some time, Sipra Basu started a new style of Thumri in the later part of last century in Kolkata
after being trained under Begum Akhtar and Naina Devi. She assimilated all the very diverse
influences in her musical training to come up with something that was unique and her own.

The famous musical personality Pandita Girija Devi, who strengthened the identity of the Banaras
gharana worldwide, is known as the ‘Queen of Thumri’. She performed in a concert in Kolkata for the
first time in 1952. Since then she has a deep connect with Kolkata. In 1978, she was called as a
faculty at ITC Sangeet Research Academy in Kolkata. The then Director of the Sangeet Reseach
Academy, Pandit Vijay Kichlu had invited her. After that Kolkata became another home for Girija
Devi. Even today, she teaches music to a large number of students in Kolkata.

Purnima Choudhury was trained music under Pandit A. Kanan and later rigorously trained by Pandit
Mahadev Prasad Mishra and Pandita Girija Devi in Varanasi. She was a distinguished exponent of
Thumri of Kolkata. She also trained numerous students in Kolkata with a separate identity.

Apart from these mostly all the Khyal singers of Kolkata perform Thumri after their Khyal recital
namely Pandit Ajay Chakraborty, Pandit Ulhas Kasalkar, Ustad Rasid Khan, Vidushi Shubhra Guho,
Vidushi Purnima Sen and others. It has been seen that all of them performThumri in their own style,
basically in Purav Ang. Pandit Ajay Chakraborty, an exponent of Patiyala Style perform Thumri in
Paschim Ang but not like Ustad Bade Ghulam Ali Khan. He gives a new colour in Paschim Ang Thumri
gayaki mixing Purav ang gayaki.

According to available sources the history of evolution of Thumri gayaki dates back to 1750
prominently in Braja region of Agra and Delhi and at a later stage in Lucknow, Varanasi and Gaya.
Mostly it got patronage from feudal gentry, jamindars and rich people. Around 1920 it started in
urban Kolkata and has become prominent gayaki till the present time and partly in Mumbai and
Delhi. But in other places it does not have perceptible existence. The following table illustrates the
spread of thumri gayaki.

Since 1750 1750-1880 1880-1920 1920-present
location Braja Region- Agra, Lucknow Varanasi, Gaya Urban area-
Delhi Kolkata, Mumbai,
Delhi
patronage Feudal gentry Jamindars,richand  Jamindars,richand  Urban audiences
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urban people urban people
performer Baijis Baijis, male khyal Baijis, male and Thumri singers,
singers and kathaks  female khyal male and female
singers khyal singers

In addition to Pandita Girija devi some of the present day’s prominent Thumri singers of Kolkata are
Pt. Ajay Chakraborty, Vidushi Subhra Guha, Vidushi Suranjana Bose, Koushiki Chakraborty & Dalia
Rout. Some others who are emerging in Thumri gayaki are Shanta Kundu, Kakali Mukherjee, Sanjana
Chakraborty, Nandini Chakraborty, Patralika Dutta Roy, Koel Dasgupta Naha, Suchishree Roy,
Brajesh, Prasenijit, Jayita, Atreyee, Rageshri and few others.

Now-a-days it is observed that Thumri singers of Kolkata dominate all the festivals and utsavs of
Thumriin India and abroad. Though Thumri is originated in Lucknow and Varanasi but at present a
number of Thumri singers are there in Kokata. Considering three consecutive years of different
thumri festivals it has been observed that the performers are mainly from Kolkata. In Delhi, Kolkata
and Varanasi. And Sahitya Kala Parisad , Govt of Delhi organized another Thumri festival in the same
year in Delhi. The following year wise tables that show the participation from various regions,
establishes that the singers of Kolkata remarkably dominated all these festivals. There were 21
participants from Kolkata out of a total 42 participants in the year 2011 which comes to 50%. In the
subsequent years the participation from Kolkata was 69.5% and 64.7% in the years 2012 & 2013
respectively.

Year 2011
Kolkata Mumbai Delhi Pune Varanasi G.Naida Others
VSK 22.02.11 3 1
Baithak
Delhi 23.02.11 3 1
VSK 24.02.11 3 1
Baithak
Kolkata 60311 1 1 1 1
07.03.11 1 1 2
08.03.11 1 1 1 1
Vsk 31.03.11 2 2
Baithak
Varanasi 01.04.11 2 2
02.04.11 1 1 2

Sahitya 26.08.11 2
Kala
27.02.11 2
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Parisad
Delhi 28.02.11 2
Total 21 06 02 01 03 02 07
Year 2012
Kolkata Mumbai Delhi Pune Varanasi G.Naida Others

VSK 29.09.12 4
Baithak
DelhiVSK 30.09.12 2 1 1
Baithak
Kolkata

29.10.12 3 1

30.10.12 4
Vsk 17.11.12 3 1
Baithak
Varanasi 18.11.12 3 1
Sahitya 13.08.12 1 1
Kala
Parisad 14.08.12 1 1
Delhi
DelhiNCR 27.08.12 2 1

28.08.12 2 2

29.08.12 1
Total 25 01 04 02 04
Year 2013

Kolkata Mumbai Delhi Pune Varanasi G.Naida Others

Vsk 15.03.13 3 1
Baithak
Delhi 16.03.13 4
Sahitya 13.08.13 1 1 1
Kala
Parisad 14.08.13 1 2
Delhi

15.08.13 2 1
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Thumri is a languae of emotion. Thakur Jaidev has explained Khyal is the formalistic aspect while
Thumri is the romantic aspect of Hindustani classical music. The Thumri songs are generally in the
regional dialects of Hindi such as Brajabhasha, Awadhi, Bhojpuri, Mirjapuri etc. But there are some
compositions of Thumri in other languages also such as Rajasthani, Marathi and Bengali. Thumri is
mainly the song of Singer Rasa. It portrays various moods in love for instance union, separation and
ups and downs in the journey of relationship. The main character in the lyrics of Thumriis mostly a
woman in love and illustration differs in the stages of the temperament such as age, social status,
circumstance, mood etc. The lyrics of Thumri i.e. the Bol-ang is very important. The elaboration of the
words with different shades is focused in the rendering which is called Bolbanao. Bolbanao of Thumri
is not vistar or unfoldment as in Khyal. With phrases and words, bols are created expressing different
‘Bhav’ that is emotions. With skillful expressions the singers express the emotional delicacies. The
artistes had capability of portraying emotions through mere words and notes. It can be said that
when one sings Thumri, one has to imagine that one is dancing. In Thumri, Bolbanao often shows the
different sentiment with the help of such notes suitable to the mood but is not allowed in the
prescribed Raga and sometimes touches different other Ragas to make it ornamental and attractive.

It is obvious that effective Thumri singing demands command over different ragas as well as on the
language of the bandish, mainly in regional Hindi dialects. In Kolkata singers it is often observed that
due to lack of command over the language of the bandish, they are sometimes unable to handle
bolbanao properly which is an important essence of thumri gayaki. For example, if we listen to the
record of famous thumri in ‘Pilu raga- tum radhe bano Shyam’ of Indubala Devi, we find the antara as
‘saba sakhiyan mili’ where ‘sakhiyan’ is a single word depicting plural form of sakhi. In the record it is
found that the bolbanao is sung with the fragmented phrase ‘yana mili’ which becomes a bol but
without a meaning.

Since many of the thumri singers of Kolkata do not have the mastery level in khayal gayaki to have
required confidence in the ragas, they sometimes lacks in confidence to handle intertwining ragas
properly which is a beauty of thumri gayaki. These are some of the reasons for which the singers try
to imitate the gayaki of their respective gurus or other famous thumri singers losing their
spontaneity.

In previous discussion it has been shown that Thumri is very popular in Kolkata. There is a reasonable
number of Gurus, scholars and rich audience, who have been trying for the spread of Thumriin
Kolkata. Thumri singers of Kolkata occupy a reasonable place in Thumri festivals across the country
and perform with command in the country and abroad. But in analyzing the styles the singers sing
Thumri, cannot display any distinctive feature which can be identified as Kolkata gayaki or style of
Thumri. But it is hoped that the way the teachers, the students and the society as well are taking
interest, the way this form of music is spreading, in near future there would be a distinctive style
which will be established as Kolkata style of Thumri in the musical world.
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o IS - (FEBY - T R IEBIEF (FFE)

https://www.youtube.com/watch?v=AclgQW_QvQk
o O TESEHH SN (=7 721N)-> (FF)
https://www.youtube.com/watch?v=PV041nxixSQ

A part of the Seminar Proceeding of the seminar titled ‘Kolkata Style: Looking into Indian Classical Music’
held during 12-13 March 2015. The proceeding was published with ISBN 978-81-928763-0-7.
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Troilee Dutta, Ph.D scholar, Department of Instrumental Music, Rabindra Bharati University
Abstract

During the 2nd half of 19th century, the sarod and sarodiyas had spread various places across the
country. But the majority of sarod activity, in terms of the numbers of performers and performance
opportunities, was focussed in the metropolises, out of which Calcutta was by far the most important
for the number of sarodiyas it created. In this way, the first half of 20t century Calcutta became
noted for a few Bengali sarod players who learnt this instrument from the hereditary and khandani
musicians and started performing with immense virtuosity. Thus, a tradition of sarod playing in
Calcutta has been increasingly developed by many outstanding Calcutta sarodiyas .They started
performing in the prominent conferences of the country, All India Radio and other music circles
sharing the same stage with the leading musicians of India and exalted the city as well as the country
by representing Indian Classical Instrumental music in the global scenario. Many of the Calcutta
sarodiyas of pre-Independent India are lost into oblivion though their contribution to promote sarod
and advance the instrumental music in Calcutta will always remain undeniable. This work is an effort
to find out the presence and position of Calcutta sarod players before Indian liberation with a brief
comparative study of musical centers regarding the practice of sarod and concentration of sarodiyas.

Key words: sarod, Calcutta, sarodiyas, contribution, pre-Independent India, comparative study

The annexation of Awadh by the British East India Company in 1856 led to the almost overnight
devastation of one of the most significant centres of musical patronage in north India in the
nineteenth century[1]. The obvious change that descended upon Lucknow was to affect countless
musicians, including sarodiyas, who were now met with the choice of looking for work in other
provincial metropolis such as Calcutta.[2]Out of the regional centers, it was the nearby state of
Rampur that ended up retaining the maximum numbers of sarodiyas(McNeil 2004). With this
incident, the colonial centres Calcutta and Mumbai increasingly assumed importance as a source of
patronage.[3]

Before 1858, the mainstream activities of classical music in Calcutta were inappreciable. With the
exile of Nawab Wajid Ali Shah, Bengal quickly became a distinguished music center in late 19th
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century India. Musicians of urban Bengal became so numerous that Allyn Miner divided them into
three categories (Miner 1997):

1. Professional musicians from outside Bengal,
2. Bengali scholars and
3. Amateurs.

The large number of musicians who came to Calcutta with Nawab Wajid Ali Shah was the main
source of the first group, i.e. the professional musicians from outside Bengal. On the other hand,
educational and social causes were responsible for forming the two other groups. All the three
categories ofmusicians created the musical scenario of Calcutta and these three types of musicians
and scholars are still operative here.

Many instrumentalists, who were displaced from traditional sources of patronage in north-India
after the British annexed Awadh, migrated to Bengal in the last decades of the nineteenth century.
They were well patronized by Bengali zaminders. Bengali zaminders felt like raising their status by
appointing musicians those earlier served in Mughal and Awadhi royal families. In this way they had a
feel of holding the tradition andbelieved that their successors will at least in terms of patronage
(Mishra 1981).

Later 19t century Bengal was noted for a few distinguished sarodiyas. The earliest in the area was
Na’'matullah Khan who learned from Basat khan in Matiaburj under Wajid Ali Shah’s patronage.
Na’'matullah khan remained for eleven years with Wajid Ali Shah and then moved to
Nepal.Na’'matullah had two sons, Karamatullah Khan (1851-1933) and Asadullah Khan ‘Kaukab’
(1858 - 1915).[4] They were famous sarodiyas and honoured as among the most prominent
instrumentalists of that time. Apart from them, no information had been founded about the other
disciples of Na’matullah Khan. The main reason behind this might be the tradition of
khandan.Traditionally the courtier musicians did not give taalim to the non-hereditary persons. Both
Karamatullah Khan and Asadullah Khan had strong connections to the city Calcutta. Though
Karamatullah was attached to the royal court of Nepal for quite some years, he travelled frequently
to the other musical centers including Calcutta.Here he had more students than his other private
music schools established in Nepal and Allahabad. Asadullah Khan settled in Calcuttain 1907 after
leaving Nepal and Benaras and passed rest of his life in this city. In Calcutta, he established a music
school called Sangeet Sangha. Karamatullah and Asadullah Khan, both of them were said to be well
educated and had published books on music. Kaukab khan even studied the Sanskrit language and
wrote a book in Bengali called SangeetParichay.According to the descendants of Na’'matullah Khan, he
introduced the practiceof ‘music with education’ and all the treaties by him and his sons provide the
evidences of this statement. Allyn Miner stated ‘the generations following him took pride in
obtaining a high degree of education, and made it a point to associate with members of the upper
classes’ (Miner 1997).

Interestingly, the brilliancy of Calcutta sarodiyas started to grow betterfrom the time of Asadullah
‘Kaukab’ Khan.Apart from a noted sarod player, he was also known to play sitar and surbahar.[5]Not
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only that, he gave intensive taalim of surbahar and sitarto many students. Harendra Krishna Sheel, a
Bengali from Calcutta, was the most noted among his students (McNeil 2004). Asadullah Khan, along
with his elder brother Karamatullah Khan was selected by Motilal Nehru to perform in France and
England in 1908.Interestingly, this trip revealedAsadullah’s another side of musical and technical
talent. The story goes that Kaukab Khan’s sarod was broken on the trip, and when he reached Paris,
he was given a banjo. He modified the western banjo by removing off its frets and adding metal
finger-board and played it like the sarod. Later, he apparently became quite fond of this instrument
and made some recordings on 78rpm discs labelled ‘Indian Banjo, recorded by Gramophone
Company in 1912, copies of which are still in circulation amongst private collectors (Das Gupta
2007).[6]

The descendants of Najaf Ali Khan had shifted from Shahjahanpur to Lucknow in the first half of
nineteenth century. Enayat Ali Khan (1790-1883), the great grandson of Najaf Ali Khan moved to
Calcutta after the annexation of Awadh. According to some scholars, Enayat Ali Khan was employed
in Matiaburj, Calcutta during the 1860s.

Another prominent sarodiya, Asghar Ali, grandson of famous rababiya Ghulam Ali was quiet well-
known in Calcutta. Ghulam Ali’s great grandson was Md. Amir Khan who had a very strong
connection with the city. Though Md. Amir Khan lived at estates in the Bengal districts of Rajshahi
and Gauripur, he taught many Bengali students from Calcutta along with some of his patrons. Some
of his disciples were Birendra Kishore Roy Choudhury, Asutosh Kundu, Panchanon Ganguly,
Bholanath Bhattacharya, Banikantha Mukhopadhyay (1912-1965) and Radhika Mohan Moitra
(1917-1981). Most of his students came from well-to-do families. After the death of Md. Amir Khan,
the musical style of Murad Ali Khan'’s lineage was continued through various Bengali musicians. The
contribution of Md. Amir Khan in the overall development of sarod in Calcutta is unquestionable.

Ahmad Ali Khan, the grandson of noted sarodiya Munduru/Mudru Khan or Ghulam Murtaza Khan of
Rampur, was also associated with Calcutta. He was one of the early teachers of Alauddin Khan. Some
sources say that Ahmad Ali Khan was the disciple of Asghar Ali but this statement needs to verify.
The trend of imitate the vocal genres in sarod probably started by Ahmad Ali Khan. The main reason
was his excellence upon vocal music. Alauddin Khan, the father of 20t century instrumental music,
leaned from him for five years before moved to Wazir Khan of Rampur.

This would not be unfair to say that the future provenance and enormous activities of Senia- Maihar
gharana was rooted in this city. Alauddin Khan, the founder of the gharana passed his early life in this
city to learn both the vocal and instrumental music from different Calcutta musicians. Most of his
earlyteachers’ i.e. Gopal Krishna Bhattacharya alias Nulo Gopal, AmritalalDutt alias HabuDutt and
Hajari Ustad were Bengalis resided Calcutta (Khan 1980).Though he established himself as the court
musician of Maihar, his connection to the city had never been detached.

Later, another Bengali sarod player of Calcutta, Timir Baran Bhattacharya (1906-1986) served
successfully to promote this gharana. He was the first Bengali disciple of Baba Alauddin Khan who
went to Maihar for learning sarod.
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The most significant event was occurred in Calcutta in the field of sarod performance when Kaukab
Khan taught Dhirendranath Bhose, the first Hindu Bengali to become a recognized performer of
sarod.[7] This was an important development in the history of the tradition to date, as he was the
first non-Pathan and non-hereditary musician to have methodically learnt sarod(McNeil 2004).
Apart from the sarod,Dhirendranath Bhose (1882- 1953) was one of the expert and authority of
Veena, harmonium, pakhawaj, table, violin, vocal classical and dhrupad of that era in Calcutta and he
learnt from many renowned musicians like Karamatullah Khan, Hafiz Ali, Radhika Prosad Goswami,
Mohim Chandra Chattopadhyay along with Asadullah ‘Kaukab’ Khan. It would not be unreasonable
to say that the practice of sarod playingin Calcutta got a new direction by the hands of the “first
Bengali sarod player”, Dhirendranath Bhose who taught many Bengali students of whom Shyam
Ganguly would later become most famous. The other disciples were Pulin Paul (sitar player), Sailen
Das, Amol Ghosh, AratiLaha Roy (Violin Player), Kamal Dey, Shyam Sunder Dey, Ashok Ghosh
(sarodiya), Robi Ghosh and his son SunitBhose(Baksi n.d.).

Dhirendranath Bhose established himself as a reputed performer and performed in the first All
Bengal Music conference in 1934 organized by Bhupendra Krishna Ghose of Pathuriaghata along
with other noted musicians of the country.[8]

Timir Baran Bhattacharya, a legendary sarodiya and the father of Indian Classical Orchestra, lived
most of his entire life in Calcutta. He was one of the eminent disciples of Md. Amir Khan and
Alauddin Khan. He was a multi-talented musician. Along with sarod, he could play many other
instruments like sitar, banjo, clarinet, flute etc. since his childhood and developed a family orchestra
with the other members of his family. Though he had the extensive and coveted taalim of both the
Shahjahanpur and Maihar gharanas, he used to presentonly the Maihar baaj. Timir Baran was the
first Bengali instrumentalist who went to Europe and America to perform and represent Indian
classical instrumental music. He was in the team of the great dancer Uday Shankar and travelled the
whole world from 1930 to 1934.Now a days the Indian classical musicians travel frequently all over
the world and Timir Baran was one of the predecessors of this fashion. But in the colonial context it
was not easy for the musicians to travel and perform abroad. Uday Shankar expressed his feeling for
this Calcutta sarodiya by writing a letter to Dilip Kumar Roy. He wrote, “| regard myself as a lucky in
having Timirbaran with me, | have been travelling throughout India for the last seven months, but

was never so much impressed as by his music. He is really wonderful with his Sarode....” (Timir Baran
2005).

Timir Baran Bhattacharya was the inventor in creation of Indian instrumental symphony. This
Calcutta sarodiya later became famous with film music and created some unforgettable melodies for
Indian film industry.Brieflyhe was one of the pioneers of early sarod playing tradition in Calcutta. The
practice and promotion of Senia-Maihar gharana in Calcutta was started by him.

The music society of pre-independent Calcutta saw all the three categories sarodiyas mentioned by
Allyn Miner. The Bengali sarodiyas were mostly concentrated in the last two categories i.e. Bengali
scholars and amateurs. Though the amateur musicians were always greatest in number, the music
society of Calcutta saw a handful of Bengali scholars also. Among them Radhika Mohan Moitra
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(1917-1981) was one of the distinguished and influential figures in sarod playing. Radhika Mohan
Moitra belonged to a Bengali zaminder family of East-Bengal that had a history of musicianship. Md.
Amir Khan (1873-1934), the guru and principle teacher of Radhika Mohan was patronized by his
grandfatherLalit Mohan Moitra.Md. Amir Khan taught him other instruments also. Gradually
Radhika Mohan became the most prominent Bengali sarodiyas of Shahjahanpur gharana. But
Radhika Mohan cannot be considered as the Calcutta sarodiya before Indian independence because
he resided in Rajshahi and forced to move in Calcutta after the partition of India. But RadhikaMohan
used to play in All India Radio from the Calcutta radio station regularly. His debut concert was held in
Calcutta also. Moitra rose to prominence as a musician in the 1950’s which time period is not
discussing today. Radhika Mohan Moitra was responsible to create a superior musical scenario of
Calcutta by teaching a good number of Bengali people. Many of his disciples become subsequently
renowned out of which Buddhadev Dasgupta is most famous and now the unannounced authority of
sarod practice in Calcutta.

It is difficult to understand how many sarodiyas were available in the city before Indian Liberation. A
major document to find the names of the musicians of pre-independent India is available in All India
Radio. In British India, broadcasting began in July 1923 with programmes by the Radio Club of
Bombay and other Radio Clubs. Just after the Bombay station started on 23 July 1927, Calcutta
station followed on 26t August, 1927. Since 15t April 1930, the then Government of the Indian State
Broadcasting Service [ISBS] began to broadcast the radio programmes. The names of the Calcutta
sarodiyas can be found in the periodical magazine named “Betar Jagat” which started by the ISBS
from 1929. The first number of Betar Jagat was published in November 1929. According to this,
Calcutta heard sarod recital for the first time on the radio on 10t November by Rajendra Narayan
Sengupta. He played for 15 minutes. Towards the end of this year, another sarodiya, named Ashok
Krishna Ghosh (disciple of Dhirendranath Bhose) started playing regularly on radio.[2][10] In 1930,
two more sarodiyas began to play on radio. They were Banikantha Mukhopadhyay (1912-1965) and
Timir Baran Bhattacharya.[11] They were both well-known performers of that period and
subsequently gained recognition as significant musicians of the country. Mostly they performed for
15-20 minutes at different times of a day. On issues of the Betar Jagat published during the period
1929-30 shows the introduction of other instruments. Those were Sitar, Sarengi, Violin, Swoani
Harp, Piano, Flute, Harmonium, Esraj, Clarinet, Veen, Surayan, Sur- Sangraha Mouth- piece and
Mouth- Harmonium. But it can be easily understood by accessing this particular publication that
sarod received higher prominence, as can be seen in the music-society of Calcutta as today.
‘Instrumental Music-Nights’, organized by Radio were never held without sarod.[12]It was
interesting to note that more than one sarodiya performed in the same program.[13]Also an
interesting fact was, when there was considerably higher number of renowned sarod players of
Muslim and non-Bengali community in the scenario around India, maximum number of sarodiyas
from Calcutta were Hindu Bengalis.[14]It is pertinent to note that the Calcutta radio station used to
hire musicians for broadcasting from different parts of the country. Hafiz Ali Khan from Delhi, the
very famous sarod player, broadcasted for the first time from Calcutta radio center on 215t April
1931 and he was given half an hour which was longer than usual.
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‘Betar Jagat’ between 1932-1933’s mention programme allocation for seven sarodiyas. They were
Rajendra Narayan Sengupta, Anil Kumar Roychoudhury, Ashok Krishna Ghosh, Rasik Chandra
Chakraborty, Naba Kumar Mallick, Nepal Chandra Mallik and Debidas Mukhopadhaya.

In 1933-1934, there were two more sarodiyas started performing from Calcutta center. They were
Binoy Madhab Mukhopadhyay and Biswanath Chakraborty.

This brief study shows that until 1940 twenty-seven sarodiyas performed on Calcutta radio. They
were as below:

1. Rajendra Narayan Sengupta
2. Ashok Krishna Ghosh
3. Banikantha Mukhopadhyay
4. Timir Baran Bhattacharya
5. Hafiz Ali Khan
6. Anil Kumar RoyChoudhury [disciple of Dhirendra Nath Bose]
7. Rasik Chandra Chakraborty
8. Naba Kumar Mallick
9. Nepal Chandra Mallick
10. DebidasMukhopadhaya
11. Biswanath Chakraborty [Disciple of Ameer Khan]
12. Binoy Madhab Mukhopadhaya
13. AmiyoAdhikari
14. S. Mukherjee - Delhi
15. Hemen Dasgupta [member of Jantri Sanghal
16. Bijan Gopal Motilal
17. Nabendu Roy
18. Kirti Chandra Khan
19. Radhika Mohan Mitra [Disciple of Md. Ameer Khan]
20. Dulal Chand Kar
21. Mohan Mukhopadhyay[15]
22. Jiten Dasgupta
23. NayanRanjan Pal
24. Shyam Gangopadhyay
25. PreetiBasu [ Disciple of Anil Roy Choudhuri]
26. Bijoy Ghosh and
27. Manik Sengupta

Among the above-mentioned sarodiyas, Hafiz Ali Khan[16] and P.S. Mukherjee[17] were the two
sarod players who came from Delhi to perform. The others were residents of the city and generally
most of them came from well-to-do families(McNeil 2004, 141). PreetiBasu was the solitary female
sarodiya among them and she gave several performances over a few decades through All India Radio.
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According to the programme-lists of ‘Betar Jagat’, her name came as the first female sarodiya of
Calcutta.

Apart from the solo programmes, the Calcutta audiences heard sarod and violin duo in 1936 for the
first time. The artists were Phani Mukhopadhyay in violin and AmiyoAdhikari in sarod.

Beside the solo performances and duets, the audiences of Calcuttaduring 1930’s also got the
opportunity to listen to Orchestra comprising mostly Indian musical instruments. Mainly the
orchestrations were presented by ‘Yantri-Sangha’ of radio, Kaukab Musical Institute (conducted by
Professor Waliullah Khan) etc.[18]

Inthe year 1947, Calcutta heard few more sarodiyas. They were RasbihariDey, SubalDey, Paritosh
Sengupta, Sudhir Mukhopadhyay and RanajitRoychoudhury. During this year the other instruments
broadcasted on the radio were sitar, violin, surbahar, flute, saxophone, dilruba,guiter, esraj,
mandrabahar, taar-sehnai, mandolin, tarit-veena,saraswati veena, rabab, sarengi, sur-sringar, meghnad,
clarinet and tabla.

In the year of Independence, only two names are found in ‘Betar Jagat’ those used to perform
regularly from Delhi A.l.LR. They were Ali Akbar Khan and Hafiz Ali Khan, when Calcutta radio
broadcasted ten sarodiya’s recitals frequently. Amongst all instruments, sitar and sarod got the
maximum distributed time allocation at the All India Radio under instrumental music category.[19]

This presentation is just an effort to identify the sarodiyas of Calcutta before the liberation of India.
This was a crucial period in terms of classical music studies in Calcutta. The huge activities of present
day’s Kolkata sarodiyas were established in this particular period of time. It can easily be assumed
that apart from the above-mentioned sarodiyas, there were so many other sarodiyas presented in
Calcutta. But most of the names are lost with times though they have been immortalized through the
next generations of Calcutta sarodiyas.
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Notes:

[1] Wajid Ali Shah, the then Nawab and the renowned patron of art, culture and music, was
imprisoned and then exiled by the Company to Calcutta.

[2] Na’'matullah khan moved to Calcutta from Awadh in 1857 with Nawab Wazid Ali shah in exile.
Na’'matullah and his son Karamatullah established a lineage of rabab, sursringer and sarod players.

[3] The diffusion of music culture to the metropolis was prompted by a series of political and cultural
factors, among which the rise of a new class of patrons and resources from within colonial state is
most important.

[4] There are contradictions about the period of both Karamatullah and Asadullah Khan. According
to Allyn Miner, Karamatullah Khan was born in 1848 where Adrian McNeil stated the year as 1851.
Allyn miner wrote that Asadullah Khan died in 1917 but McNeil said it was in 1915.

[5] Asadullah Khan had learnt sitar and surbahar from Sajjad Mohammad, the son of Ghulam
Mohammad, who was resident of Matiaburj, Calcutta.

[6] In 1912, Asadullah Khan recorded the ragas ManjhKhamaij, Zila, Bhoopali, Bhairav,
BrindavaniSarang and JanglaPilu.

[7] British business associates were unable to pronounce ‘Basu’ or ‘Bose’. There accent was ‘Bhose’
instead of ‘Bose’ and from that period of time, the entire family member started using ‘Bhose’, as a
replacement of ‘Bose.

[8] The first ‘All Bengal Music Conference’ is quietly considered as the ‘mother of all music
conferences’ and it offered most of the top musicians of the country. The conference was
inaugurated by Rabindranath Tagore at the ‘Senate Hall’ of Calcutta University. Alauddin Khan
performed in this conference also.

[9] Shri Ashok Krishna Ghosh was disciple of Dhirendra Nath Bose (sarodiya of Niyamatullah’s
gharana) and often specified by multiple versions of names like Ashok Kumar Ghosh and Ashok
Ghosh.

[10] Ashok Krishna Ghosh also played Banjo on radio.

[11] Banikantha Mukhopadhyay was disciple of Md. Ameer Khan of Shahjahanpur (sarodiya Ghulam
Ali Khan’s gharana) and Timir Baran was the first disciple of Ustad Alauddin Khan of Maihar. At the
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same time the presence of these two sarodiyas from different ‘gharanas’ (schools of music) indicates
the adequacy and verities of sarod playing practiced in Calcutta.

[12] It was referred as ‘Yantra Sangeet Rajani’ and held on 14t December 1929, 9t September 1930,
and 10th June, 1930 etc.

[13] Rajendra Narayan Sengupta and Ashok Krishna Ghosh both performed on 10t June 1930.

[14] At that time the leading sitar player was Mushtag Ali Khan and the sarengi player was Chote
Khan (according to ‘Betar Jagat’). Both of them were from Muslim Community.

[15] Mohan Mukhopadhyay was the sarodiya of Alauddin Khan’s Gharana. He was a disciple of
Sachindra Kumar Dutta. Sachindra Kumar Dutta was a disciple of Alauddin Khan.

[16] Despite his personal unwillingness to record, Hafiz Ali Khan did make many radio broadcasts
over a few decades from Delhi, Calcutta and other radio centers across India.

[17] P.S. Mukherjee was music director of A.l.R. of that time. He was the teacher of the proclaimed
sarodiya Sunil Mukhopadhyay.

[18] “Yantri- Sangha’ was the name of radio orchestra, conducted by TaraknathDey.
[19] Total numbeOr of sitar players based on the account of A.l.R. Calcutta in 1947 was twenty-five.

A part of the Seminar Proceeding of the seminar titled ‘Kolkata Style: Looking into Indian Classical Music’
held during 12-13 March 2015. The proceeding was published with ISBN 978-81-928763-0-7.
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Verbatim by Ms. Troilee Dutta, Ph.D. Scholar, Department of Instrumental Music, Rabindra Bharati
University
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Verbatim by Troilee Dutta, Ph.D. Scholar, Department of instrumental Music, Rabindra Bharati
University.
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AN OVERVIEW OF THE CHANGING
SELECTION, PRODUCTION AND
DISTRIBUTION SYSTEMS OF ALL INDIA
RADIO: WORKING WITH INDIAN CLASSICAL
MUSIC

MARCH 27,2015 | ADMIN

Debasish Mukherjee, Assistant Director of Programs, All India Radio

All India Radio played a very important role in dissemination of Indian Classical Music amongst the
listening public. The AIR presented Indian Classical Music through different sets of programs with
different coverage areas, e.g. the local broadcasts and nation-wide broadcasts. It has changed its
selection policies through changing the policies of auditioning system. It introduced grading system
of musicians. It has also changed its production and archiving system. AIR reviews its policies time to
time. AIR also faced challenges to appropriately address the changing demands of time. This
presentation will discuss the role and management policies of All India Radio that are directly
connected to Indian Classical Music.

Key words: All India Radio, audition, policy, Indian Classical Music, broadcast, coverage, grading

Broadcasting started in India about 90 years ago. All India Radio, Kolkata came on air on 26" August,
1927. The motto of All India Radio is basically to inform, to educate and to entertain. So far the
entertainment in All India Radio is concerned; it goes without saying that music has always taken the
major share of it. Today, unfortunately, it is almost impossible to say that which music programme
was first broadcast from All India Radio, but without any hesitation we can come to the conclusion
that, those days, classical music took the pioneering role of entertainment along with the light music.
Now it is a well known fact that after the Rajas and Maharajas, All India Radio took the
responsibilities of promoting and propagating Indian Classical Music.

From the very first day of broadcast of music programme, the then officers of All India Radio must
had felt the need of grading artistes and accordingly their fees were fixed. But from when the grading
system started and who graded the artistes is not known. In fact, in recent past also, All India Radio
did not have consolidated Music Audition Rules. We can presume that as per the demands of the
time and from time to time to solve problems to hold music audition many rules and orders were
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issued and circulated. The first consolidated Music Audition Rules were issued by the Directorate
General, All India Radio in 1988. And perhaps, it is known by all that very recently i.e. from January,
2015 the new revised Music Audition Rules in All India Radio have come into effect.

Now let us go back to the days of Raja-Maharajas. How many artistes were there in their states? With
the introduction of All India Radio and its Music Audition system, along with all famous,
comparatively less famous or absolutely new artistes, got an avenue or platform to present their
music. As the number of the artistes in All India Radio is increasing day by day, it has become really an
uphill task for All India Radio to manage these huge numbers of artistes, though scouting of new
talents is one of the prime duties of AIR. But if we look at the list of artistes of All India Radio,
Kolkata, we have approximately 6000 artistes and it is a tedious process to maintain the frequencies
of bookings of these artistes. Moreover the infrastructure of recording of the music production
remains the same as it used to be 30 years back. Also one has to remember that the time of broadcast
of music programmes did not compatibly increase with the increased number of artistes.

Let us now discuss one more obstacle in production of music programme. Once a music artiste is
graded by All India Radio, he or she will continue as an artiste even if his/her performance quality
diorites because of health or other factors. Obviously there are some exceptional cases where very
famous artistes, after reaching a certain age have requested All India Radio not to schedule their
programme any more. Weeding out an artiste due to his/her poor performance quality is a very long
process and at times a very painful decision to be taken by us considering his/her long association
with the organization. Therefore All India Radio sometimes is compelled to compromise with the
standard of music programmes. Some of our audiences can remember that in January, 2015, in
collaboration with Rabindra Bharati University, All India Radio, Kolkata organized a three day long
Bengali Folk Music Festival. In this festival artistes from remote corners of Bengal were invited.
Listeners were surprised to listen to the different varieties of Folk Form of Bengal. Due to lack of
proper patronage, some of the folk forms are becoming obsolete. Now please tell us how many
electronic media except All India Radio, is coming forward to keep these art forms alive. So is the case
of Dhrupad-Dhamar, Veena, Pakhwaj, Sarengi, Violin, Jaltarang etc. If we consider the golden tradition of
Bangla Kirtan, Puratani, Bengali Tappa etc, we will be surprised. Today hardly any artiste can be
found for these disciplines. And thus for All India Radio, if we receive any application for audition in
these categories, it would be next to impossible to have outside experts to hold the audition.

Last but not the least, a problem being faced by All India Radio to produce Music Programmes is the
shortage of subject knowing programme officers at different stations. You might be aware that no
fresh recruitment took place in the cadre of programme officer since 1991 and as a result there are
many stations which do not have music knowing programme officers. But | would like to conclude
with the hope that very recently we had started the process of recruiting new programme officers
and with introduction of the new members in the family of All India Radio, things will certainly
improve and we will see enhancement in the quality of our music production.
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In the Shadow of Reforms: New Listeners and Publicists in Bengal (1940-1970)
Sagnik Atarthi, Centre for Studies in Social Sciences, Calcutta

Abstract: Taking cue from recent historical scholarship this paper looks at the diffusion and reception
of classical music (North Indian/Hindustani) in the Bengali context from a ‘public cultural’
perspective. It traces the emergence of a new constituency of listeners and the connoisseurship of
classical music in Bengal in the wider background of public sphere transition and musical reforms in
modern India. The paper will mainly focus on the developments in concert life of Calcutta around the
mid-twentieth century considering the new relationship between listeners, critics and musicians in
the altered context. The concluding section will briefly address the transformation of music and
listening in the present and argue for the specificities of appreciation within an established regime of
taste and connoisseurship.

Keywords: North Indian classical music-Bengal-publics-modernity-reforms-democratization-listeners-
sociality-appreciation -criticism -mediation-praxis

Emergence of the Listening Public

Taking cue from recent historical scholarship this paper looks at the processes of diffusion and
reception of classical music in the Bengali context from a ‘public cultural’ perspective. Theoretically,
the idea of the ‘publics’ draws from recent writings that involve a shift from an earlier emphasis on
‘popular culture’ to a new framework of understanding of a range of social and cultural practices that
accompanied the experience of modernity.[1] One of the major arguments to emerge from exiting
works that relate to this framework is that music like other cultural practices was not unmarked by
the colonial encounter. This understanding that colonialism decisively changed the ways in which
music was consumed, experienced and practised fundamentally reverses the nationalist claims of
autonomy of the cultural sphere. From this perspective, the emergence of a new constituency of
listeners of classical music and indeed the very processes of canon formation and consumption are
seen as closely tied to the project of modernity and the nation-state.[2]

What are the historical connections between a reformist project of music driven by the nationalist
imperative and the consumption and appreciation of classical music in modern Bengal? To what
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extent did classical music enter the Bengali public sphere and as a result of the cultural nationalist
upsurge? Writing in the context of national independence, Dhurjati Prasad Mukerjee who offered an
early sociological explanation of modern Indian music viewed that the cultural response to music and
nationalism in Bengal and the Maratha publics were different. He wrote:

Facts of historical and commercial geography are of vital importance in the understanding of the
qualitative difference in the hold of traditions upon the respective zones, and consequently upon the
centres of diffusion of Indian music. Maharashtra had little commerce and much politics. Its politics
again were charged with memories of resistance. Its nationalism was mainly defensive. It stuck to the
older Sanskritic traditions with greater tenacity than Bengal could. Maharashtra renaissance never
cut the umbilical cord. The Servants of India, the Deccan Education Society, the Women’s University,
the Kesari, the politicians from Gokhale to Tilak, the reformers from Ranade to Karve, the vocalists
from Balaji Boa to Vaze and Raja Bhaiya, all seem to conjugate Sanskrit roots and verbs. This is the
heart of their realism, their broad base in traditions, and may not one add, this also the reason of a
certain deficiency in imagination?[3]

Though Dhurjati Prasad saw Bengali modernity and musical culture as a breakaway from mainstream
cultural nationalism, it was fundamentally through a deep engagement of the bhadraloks with
classical music that its musical public sphere was constituted. If nationalism played an important role
in creating a new community of listeners, in the first instance the conditions for a wider
dissemination of classical music were produced through the material processes of circulation. While
it had a larger background in nineteenth century Bengal, the emergence of public concert space in
Calcuttain the decade of the 1930s reflected a new sense of middle-class consumption and
appreciation of classical music. It was in the shadow of the famous national music conferences
convened by V.N. Bhatkhande and V.D. Paluskar in the previous two decades and as part of the
reform process of music in modern India that the bourgeois transformation of the public sphere
occurred and as part of the process the All Bengal Music Conference was started in 1934. It reflected
a growing interest of the Bengali middle-class and gave an institutional expression to a burgeoning
classical musical culture. One very important role that the ABMC played was in making music
respectable. Not only did it bring attention to a number of young and talented musicians but also saw
the entry of women performers into the public sphere.

The emergence of the public concert space in the decade of the 1930s in Calcutta was not without
parallels. In Madras, the katcheri or the public concert went through important developments around
the same time. The katcheri was the space which transformed the very modes of listening into a
collective and spiritual experience as it determined the norms of Karnatic music and performance
within a new ritual context.[4] Similarly the emergence of public concert in Calcutta as new space of
socialisation would change the way in which music was consumed and experienced. With the public
music conferences however, jalsas and mehfils which were private and intimate spaces of
performance and sociality did not disappear and rather constituted an important element of the
Calcutta music scene. It is interesting to note that whether in the All Bengal Music Conference or the
numerous small musical gatherings in the city there was a priority of dhrupad singing.[5] Could this
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have been influenced by traditional ways of listening and oriented the Bengali listeners towards
particular styles of instrumental music?

New Spaces and Modes of Listening

A major development that took place in the concert life of Calcutta after independence was the
proliferation and expansion of public music conferences reflecting a resurgent middle-class interest.
It was in this context of expansion that listening habits, tastes and preferences were newly formed.
The reopening of the All Bengal Music Conference in the winter of 1947 attracted a lot of public
attention. Among the other major classical music conferences in the city in the immediate years of
independence, the All India Music Conference and the Tansen Sangeet Sammelan deserves particular
mention and the way they intervened in listening is significant. Besides their role in public
entertainment, the public music conferences were expected to play an important part in educating a
new concert going audience and generating new models of appreciation. The conferences were to
serve the important purpose of public debates and discussions on music. The Bengali aesthetician
O.C. Gangoly wrote in a letter to the Amrita Bazar Patrika criticizing the organizers of the All Bengal
Music Conference and voicing the agenda of a separate music conference, ‘real “Conferences” are
necessary to discuss the many practical problems of Music and its present and future development. |
wish | could persuade the organizers to read the Reports of the Music Conferences held at Madras,
annually, and the Journal of the Madras Music Conference which would demonstrate that many
useful discussions bearing on the development of music and its many problems relating to its
theoretical and its practical problems be the business of a real Music Conference, which should not
confine itself exclusively to Music Recitals.![6] In the contemporary newspapers there was much
ongoing reflection on the concert format and concerns were often expressed about music
conferences degenerating into cheap public entertainment. These reflected middle-class values and
sensibilities of taste, classicism and proper listening. The issues of taste, appreciation and standards
were closely linked to the proliferation of public concerts. The main demand was of course to have
better access to classical music. An editorial of the Amrita Bazar Patrika entitled ‘Music and Listeners’
sensitive to the issue voiced such middle-class concerns and expectations. It observed:

Classical Music in India in the past centuries has derived sustenance for the most from the devotion
of persons genuinely eager to learn the art as also the sincere backing of some good listeners. A
correct appraisal of the present position in this respect has lately resulted in the realization that the
number of good listeners must now increase if the art is to flourish and not merely stagnate in the
backwaters of modern and more popular varieties of music. Judging, however, from the way in which
three music conferences were held in Calcutta in the last few weeks it seems this view is not shared
by the organisers of these functions.

By far the costliest public entertainment in the city, classical music could be heard at these places on
payment of a minimum of Rs 5/- these low-priced tickets gain being subject to a great deal of
racketeering owing to their very small number. As a result the country’s most talented musicians
gave their demonstrations only for a wealthy few while a large number of the art’s real devotees
could only listen to what reached them outside the house through loudspeakers. Wrapped
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inadequately for the cold nights of the December, lovers of music squatting on newspaper sheet
spread on the tessellated pavement present a pitiful sight. To say the least, it offers little alluring
prospects of joyfulness to the future listener. It should be realised by all who have anything to do in
this respect that the cause of classical music can be best served by providing for earnest students
and lovers of music better facilities in the future. [7]

If there were misgivings about the exclusivity of classical music conferences, it nevertheless betrayed
their growing popularity. The culture of the public music conferences struck deep roots in the city
and extended to the suburbs and the mofussils and at one point of time their numbers reached thirty
in the city itself. The result of this proliferation was to generate public conversations on music’s
pedagogy, standards and aesthetics that resonated with earlier nationalist themes and nevertheless
reflected a deeper sense of engagement and appreciation. A newspaper report on the Tansen Sangeet
Sammelan tells that despite various inconveniences it managed to attract a capacity crowd even on
the sixth night of the conference. The hall was filled to overflowing with spectators some of whom
managed to grab a seat on the stairs to listen to Bismillah Khan and Vilayet Khan in a duet concert.
What was even more surprising was the large attendance in a symposium convened by the ‘council of
promotion of Indian classical music’ as part of the same conference. Acharya Brihaspati, the music
producer of the Akashvani was indeed overwhelmed. Never before did he see so many people taking
such great interest in theoretical discussions of music.[8]

Itisin this era of ‘live performances’ that the language of musical criticism and appreciation cohered
accompanying a shift in the ways in which performing musicians represented themselves and were in
turn represented.[9] Music criticism came in the form of reportage which gave details of musical
events, of who participated in the concerts, what ragas they chose to play and reflected on the
general moods of listeners and how they responded to particular renderings. Often these criticisms
were aimed at listening behaviours and habits. How did the listeners respond to the music critic? On
the one hand the view was that criticisms had to be objective and on the other the informed listener
found the sort of reportage appearing in print amateurish. Sometimes the listeners were displeased
with the critic’s appreciation of the performances of their personal favourites. To give an example a
heated discussion erupted in the Amrita Bazar Patrika over a performance by Kesarbai Kerkar and
how her performance was ‘unfairly’ represented. It brought to the fore questions of proper
representation, appreciation and criticism. One of the exchanges arguing in defence of the music
journalist of the newspaper revealed that,

“Your music critic’s review of the last day’s performances in the All-India Music Conference was read
with interest in Calcutta’s top music circles. A correspondent of [the Amrita Bazar Patrika] had raised
a dispute over the criticism of certain features of Shrimati Kesarbai’s demonstration on that day. | did
not myself attend the performance that day and am therefore, unable to discuss the question onits
merits. But | have looked at the matter from another point of view.

Anybody who has gone through your report will have no hesitation in saying that the review was at
least free from any trace of malice. As a matter of fact, Kesarbai herself was praised in a manner
which could have been the envy of any musician in the country. Then the review again bears the
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proof of the writer’s grasp over the subject. Above all, its chief merit has been that it has tried to be
objective and has succeeded in conveying the spirit of the performances, besides being refreshingly
different from the everybody- performed -well type of amateurish criticism that has almost been the
order of the day.[10]

Not only did the listeners take deep interest in music reviews but some of their comments and
criticisms reflected their experience and understanding of the modern conditions of music. These
largely reveal that the modes and styles of performance changing in ways which did not always meet
traditional listening expectations. For example, a correspondent of the Desh Patrika introducing
himself as a listener who attended most of the music conferences in Calcutta and the suburbs argued
that the idea of the gharanas were vague in the present-day, as it was impossible to distinguish
between different styles simply by listening. Not only in public concerts but also in the radio, he
observed the tendency was to render sameness to different ragas. Further he noted that in criticisms
of instrumental music, there was often reference to a ‘dhruapdi’ style but this was actually vague.
What the musicians actually played on the instrument in this age was khyal songs and as a result the
patterns of the traditional Masit Khani composition were to a large extent outmoded. Transformed
into vilambit, the Masit Khani gat was clearly unrecognizable.[11]

What were the musician’s views on the music listener and the overall process of democratization? In
the 1950s, Ustad Ali Akbar Khan contributed an article to the Amrita Bazar Patrika comparing the
past and present of music conferences and emphasized the need to restructure and discipline the
concert space, urging cooperation between patrons, performers and the audience.[12] The
newspaper also carried a series of interviews of musicians like Jnan Prakash Ghosh, Tarapada
Chakraborty, R.C. Boral and K.C. Dey reflecting on the democratization and modernization of music.
Although the opinions of the musicians clearly differed a concern was often expressed about the
commercialization of music and the resultant degeneration of musical tastes and standards. ‘It is a
fact’ as K.C. observed ‘that more and more music listeners are apparently becoming lovers of
classical music as the big attendances to the music conferences go to show’ but at the same time
there was a degeneration of taste and actual standards.[13] Similarly Trapada Chakraborty deplored
that ‘the so-called Music Conferences are not doing as much as they should to educate the musical
tastes of the public, and, true to the commercial spirit of the age, the tendency of the musicians is to
“perform to the gallery”[14] In a newspaper interview Radhika Mohan Maitra debunked the myth of
a ‘golden age’ of instrumental music. He noticed a similar trend in instrumental practice to give the
public what they wanted and expressed his concerns about the standardization and regression in
music listening.[15] On the other hand a musician like Ravi Shankar, who expressed his difference
and individuality through his music, had a harmonious relation with his listeners. In My Music, My Life,
Ravi Shankar observed a ‘profound’ musical understanding across different sections of the Indian
audience. He has an interesting view that his audiences in smaller places were generally appreciative
and it was rather in the urban listening public that he was ‘sometimes confronted with a certain lack
of discipline’[16]
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Reflections on the Present

The need to produce the educated and informed listener is often been emphasized. Informed
listening would certainly depend on the extent of amateur music-making in a society. However
listening does not stand in pure relation to music but is necessarily mediated. It is conditioned and
determined by specific historical and social circumstances. How are listening tastes and preferences
contingent on the local and how is present listening shaped by an existing regime of taste and
connoisseurship? A way to address this question is not only to consider the role of mediation, of the
ways in which institutions, discourses, technologies and collective practices have shaped listening
but to attend to the subjective and personal, to the contingent nature of taste and appreciation.
From one particular standpoint listening is not merely an act of introspection but compels
understanding of what is internal to the structure of music, the very logic of its development. Yet
from another understanding, the development of music reveals a dialectical relation between
conventional and the new. It is therefore wrong to assert the unity of aesthetic principle and the
linearity of musical tradition or to see listening as purely adaptive and passive.[17] If appreciation
and understanding of classical music is driven by a desire for affinity, a tendency to derive pleasure
from what is already familiar it may not be the only register of listening. And indeed by its very
nature of creativity, Hindustani music and performance allows the possibility of listening to be
‘praxis’, to closely attend to the textures and multiplicities.

[1] See, Chatterjee, Guha-Thakurta, Kar eds., New Cultural Histories of India: Materiality and Practices,
OUP, New Delhi, 2014
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Science Press, New Delhi, pp. 32-61
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PENIFOIE FYT AT e |
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e SISy (T R @ T2 3700 SRS, 7 f= e suesr sufar a1 (7 fefeey, R {3t e a5;
foa1 Fa0© (BT FAM | AR STATE 1R 97 “YNo e (F 5I%, ©T6 (I FIPTSTH o0 IF6] {67 3w,
ST ST, ITHT AT T &, AN G (72 I Ao SFH el Fe00 513 | “GoF ot 52
FFIPT T S0 € T, S EX S| = I ST (STBT SIS THT T | CTF SFHeAS SIS 20, T
AR CTH| A7 M@ SR 2F | afS JEToF6! 7R 97 =N, 951 I%F S ST (IR

©@ 3R 97 (T TofB (77271, fSA6R e go | T A6 (A6 (@ “YNEa"- 9, T=IST N 96 (7T
AFPE | TRTGT IRTF A3 (T ATBS ATF AN, (T ST @O A AFS (T (I e
ST (7 A |

ARTGT ST T IAE DTN SR SAG (F, Sy 958 YT TG M ©If % e | fofer 956 77
Too] FEME Woite o [, Ragas and Raginis of Hindusthan. (T3-B18 S o] I3 {oFat SR |
TR ST I, 63 FATH AGS S ©TF N AR | [F& (TR (T ATTCI AR TS 55ive ©If s
RS, (72 =163 3% 2 92 a7 A{eT 77|

FONH TSR T UF FAFTOIH SHHTANSH (T AN foreT (72 T TR TP @ NS FAT IR
(TR T AT (TR AN S1AR© FATH (Ha AT I 26 B 96T ST I A= FC SN T e |
AR AL 92 IR 97 TR FEE@, IS SN N fF o 92 2619 oo AFH, J 92 I2FF o1
B M3V Ofbe e, sl 13 F2C ST TV | O AF61 FIH 20© & (F, 93 IR I (FIET S
IS 2T | AT TG, AT AVFH MIF F6T 92 I3 97 N7 1 A7 IS AFHr (T4 FEA, B 93 e
1, FeC0 TEF 1| [ IRAT SHPrmied (F2f63e” ©f i Tosf 32 = o1 Ny ey a3 2@ [ew
T R AR N I (T ABTTIRR TOT Sow | TS SN BFTRT 92 5T TR AT 96T, NS ST (727
936 R which is translated into English and has just been published. That is something which has
always been important to me of equal stature with Amiyanath Sanyal’s book. The book is ‘Maza

Sangeet Vyasang’ by Govindrao Tembe. This has been translated into English with a title ‘My Pursuit

»n

of Music’, there is also a book which has a connection with “Harmonium”. [$Rfel 37=1g]

(TBT ST J 27, 92 IR NFH I (T, S (I61 92 I261 T2 N 27, 43R 92 261 IV A (S, O
3 &% ST CTF SIfeeeeTa AT (T a7, (G310 T B 77, A= AT AN ST CTAF I [0 270
—- 9o ST AT 0 T ST [Rfel S| — (TN (AT AFHT SN NG RA O A AT F{ 1
ST 9% TR 1R O ST SFH YT IF0T T o T, @2 3T S (F@ o] A1 NI T A et |
NGl 2T, FZTS AT, ST3RH S, AT 92 F1 SR AN (BT SHS, 32 SIH T 98 [Car ¥
FofaT fexeT (F (572 STTASTET SR N (ST I | SX N Sl (FTA0el (61 S0 TR | 52371 800 7RI
{3 ST AT OIS SACR | AN AT S STIAR NS CTAT T 972 CTIAIGT A 528 2 (ST |

(BT SN N 23 (T, 92 F201d NIGE IS 7 (F, B 92 Fidiem sy foait (73 a2 72f6re oy,

1) (ST TS TS el AT 2) ST TS Z IS A 3)FSF S FIET A | (6T FIF SIE M 2 (F, 9F
HACE e 194 ©F (¥ 4% 87 Indolent Leisure TS 92 I2- (TSTE 9 HAT T@ (TOT NN
e (FIET R T30 9©NT (MfAf |

(T ST {5 F&ifersy SfSy Ferq | a2 G st o3y a7 I1F; 9351 2= AFNET SRS (T61 fe Sy
AT FA0OR T, TS (IO AMSEH B [RTY T, ANEF 61 2R S5 [N (F SET6] 2T, ©TF 5%
S8 (AT 9N, ©Tte TROTEY NFT08 M F18 NFC© =N, (55 (T AN, {55 (T (73 |
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S ST AT TEET AF6T AT TG R, BI® TR AT P DAz IET AN N

2| F BI© NANeT TIEE (TN [SFFYH] 15| T+ @ 9% 450 f5a7, 7= I 9% S8@= (@, (7367
(TSI ATz, CTRGT A N F (T, TGP FIRATT AF0T T S, O ANFF 97 37| TS0
T8 7T, TP G513, (T, CTATH ANSeRe], T Afewse], (72 Sesseit] 33 S| 92 feserd 3T
ST STAST (T, SN S TRET AfseBo AN 2T ME, (12 {0 (A& T2 AT I N S|

ey Foafb AT fA@ FAT TR, 33 TR Fo19, [SRA o8] — AF51 7% 2 33-4 314 [T | IR a7 Fofq1
SR, SPAP SDOX (AT SDSE | 3 AT AT TATT ST 151, fofey FHANE I8 sTremet
SHAE [2RIT IF18]— i a5y FeF 1o AN 3 o IS FES STe1d 21E Tely TOISE]
FAA, 51 (R 1 [0S T, TfEsTe MICT | I7T0] BT 9FG N6 =@ BE A6 AFeT Aw|
fsfer e 218 47S1a F1w ST Fraad, S1a1E TS STIF S A8 97 F1r &F51% T 513 F@F | AFF
(FIET AF5T ST TS TFIENAID IMS BT (FAIF 0T ©1F AH6T 2T, IR IBR ©fF SIAE AHT0@T
ST | RIS, (12570 fofer 916 fRge G613, T AT S YT A ST Rl Woilte =11 ¥ (F539),
©Id N7 B 17 AFEI 2. S0 T (G a4 *FeTeT fHE@a I1fG, 1R AMEEI 17 STH (F9 3T oM |
@] (A ST AT JeT (F, 93 FI6T TGET AN AT A@ FE] TR 6o a0 017 957 {63 8T
T | S DANE I (F, (T T (HHIFFFE B | A RG] A SN, AP S-S SfEma
AT (ST FATAFAT S | T3 o7 FAT 771 3, 58 Ferpror1d WMo d TOCTIS ST (67 44T
AT ST T ST ACTR | (761 (R AN TeAT TS ST TN IFO AT HTo](T ATHGT SIHT Sy
fSf et (ST 51w 1 | SIS FFTOT IHI FAO (& O3 BT (TSNS e | ST TN AFS
VIO, OIF A ICT I(e(® 2, SR O A1 | A2 S AT AHCT AT S (TR (GBT F@ER| 961
YfAFH] To(ew I T AE@H AR | ...but that she received extreme training is well known because Duli
Chand Seth employed many Ustads to train her in Calcutta. ©T3 ST T e S Moy AT, fofer
FAFTOIT AT BN (?) TS | ST 2N FAFTOTT AT ANF© TN 2N | ABT ST 241 97 S (A
AT S M | [FF 9FGAE fofel M, 93 BT TS N@ FAFG1T W0 LIF AF6] THTod 27 93 2
(= A T | S FAFTOT AFTF SIF ACT A2 AT IHIT FEA | I AT AT TAE FA
9316 T BfHa|

QT AT (G f&ferT 95 T @ atsnfex | (761 20 (F, QAT &5 9T (AT | S AF© 9F Y
SR (IBT SR T AT FHT (R | AN TSl HRR IO A MSH AR | (AT Ao (T
SFFIT, (TETF RS 35 S (AF 932 JFA NS, ...... 9% (F 7@ [£Rfe) o718 to ! 2= OTF =
fERTR AT SIS SR | AT DA T EH e Ao | AT S (T, FRIANE, fAfowy 71+ 71 ffee
SRS 3T TS, .. [/ Sr18] 1T TR F [Fed s (T Soite SvIFe T@®, (6T Largely

aristocratic background.

e FIFTOI background-BT1 (T TFH 7T, AFHT 2 M (THA TN, ST, FAFTOTT ITHISIFIRT (TS
ST (FTGTT), (ST TR I DA, TG S FITIIT AN | TR T AFHT 578, 433 (52 oI BT3
[sRfASr=] ........ 3 NI HHEH (I AT Fhow, (761 2% ST SROTS1F (T ST 51fs, 9261
AT (FTTS T FTFF (T AN (TR | S (@3 e@Hma 600 IE, ©IWF N6 TFe! o, 5% (ewfa
B3I FMGT® I, SFIH ST O NFo| I, AMIATH 1 ST NG 17 THyel 9w, (Ko =16
TG AR BIN, R AT ST N O TSI SR | ST JEH (77 (F, 93 TS BT S Y32
fE® A3 AT NS FAAHSH 5570 S| NRAG SO TP 557 J1 1, (S s (T Prnvserd
AT SR e ST AT (I &3, NI (T 6T, (T 92 NFF FYF | (767 AMfAH61, 93 47EH (T
HelTol, CTOIE (6@ TN, (Fovel] I8 fofel fRENEa T IR, (I - T3 SN 7 ST SIS A HSTO1
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FT T, NPT ST TSI A7 TG FT I, Sl PIET AT N7 STSTTANA WIS P
Fe®=a | AF6T troubled relationship & OTF $18 T | 7% ©18 (IR fofel TIR- 97 (3R = 232 fofel
SR BT AFSIF AF6! T1d HIRE FAC© THAE, (72 FIAC fofel 9. ... [shiaer=ig]

St FATAfT| “fS” fAE AF01 F IR, YO TSMEH O YO g A6 ... The fathomable
depths of memory on the ... [5Rfaar=®] of forgetting..................... [sRfaar=rg] =118 fFe1 gt
FBACIR O, QT TMSAGIR (@5 | fFe AT AT F1R QT ISIGIF (RS o TA®| G
TITGIE Ao FE JO@ AT A 2T 932 98 W (77T (T T2, (T Sy 80 TF SANTFH F7
TR, FSBTIE SATT QLT T (58T FAA|

TS N TS (ST (T S FT I 27 | 9361 (IBT A Ie79, (AR [T T & FE 93
21T FFS ST T (58] FAET, (61 3 SHN© IR (37| Anecdote FFF F1RA A SFites
| SR 23T TR e F ST I Fef0o AN, (ToT ATHFRAR FT FIRA, (6T RAMNS Anecdote T
23 | But Anecdote FNGT (FHET 8% TSR T | A7 AF51 FT ITF FAT TS (I6T INET G AW
TR S (TR ST (AR | 9% 461 (R AFE, ATIGA FT TS, Sefy P01 FAT IR 2(© ANH |

92 STFST (FEEAT TN ATATH ITHT 92 TS ST AP (T2 AT — A0 F N KAER T AT To]
o T M, 936 DT 51 wiferst fute 51, Sifersy e 51 e 3 Cram@T 23, o178 9@ 9361 519
AT | 9% 51351, P 513-BT A3STE AR, 9 513 -1 9RO IF AR, 3 FIATG] I[P P AT ST IS
ST AR | STHTF 92S1F FIRA [ERATER]. ... A1 f&ferst Sy FRAerEeE §E@ 3 (T,
Anecdote is a pedagogy-instrument in Indian Classical Music [sRfaer=®] ........... Anecdote o Fief
DTS SN FF o), 76 F TR S ST T1T | SR TIATIETS (T G Anecdote AN, 95671
TR 3, ST, 1@ 2051 (9 ST 4TT Anecdote, SME@F6T 2% 1+ @& The Musical Anecdote -
certain kind of notes of sound, CTETE ST (EBT AT CTR6T AN JF FiH (T, TSTR 2@ (713 STt (T FUT
Sl IR (GBT FER, CTST S AN ST ©TF JAH® M| a3 4ft Anecdote o 681 w700 1
(e 9% (T Anecdote o1 7, (TN {5 B1 f&ifers ST | 9%61 2% Anecdote 3 @ sifsese] faga
2, I S Fe700 M (T SN F1F T FIR BEfR AN (OR F0(%,. .. ST ST SR 2 |

o= (T1T; THTOR (T community, (T TEEMIES S ST TR I, (T TH0IFS AT GS | TeG S
o T, ©@H 98 F9 5, OTF A12E 1 —The Limits of Memory are return [sfeer=8] | afeft a3
SRR S AN HFTF O NS FA1 ... P AR, T FF =T 5 ©F 2@ | AT FYT 58 (72 5757
ST (F SAE? AFHFES G 1F T, AFHIE T T, 9F HF@ performance 97 ST 9F HT@H
ST T I, (FS AT T TNEN (SIS A ST 9P HFF Bass voice, VT S AT voice
‘sharp voice’, 1733 & JT I1F, FTRT IS AF61 Probability, TT A 5T 9w, 2 STESE S| 519 9%

YA Probability-7 S5 f1$d & | AMEFCI 2%, 93 F@ decor A= | % Ry e f&fas 7o 373,
o1ay g R g fovforsy 3o vy =y v sy e frary oy o T o 31 37, (IS a1 i@ I I
13 vice-versa.

SNEF b I AN I 93, 20% et | (T Foeea Fidia 5or oid 1763, I d S1RE (@ (J, 33
ARET ATFIRAT 3, 92 text 97 (F narrative 932 FF, S [TAF2 AFE AT AT A |

NRG[S ST FSfel T B FeIPTOIF MG almost (FCIE, STHH FAFTOIT AT NI B AHET 27|
SR, TSI (AT BIRA Ne[F Aol | ©IF WH (T 3% T2 4@ FFvo| e, 17 9 2| 2 (T So'k (V@
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SN ST, 92 NI ©TF 7o oo |

(TS AR ST (T STGET, (T IS A ST AF6] oo e | (TS AT A2 S FeAPT 1 AT,
T TP TSR ST (T FAS STl TN (FaF IS0 M0 | I7T(FT T8 ATIGAS (b0 AT | ST
T AF(0 STEVET (ST, ISP fSfel T2 ST BT, 1940 ST (A (HATS AT [£Rfvor=g]
............................. e P 936 SO HER ST 31 ST (937, S ©fF M&F SoF (T {31 bR 2R
ST T | @ a3(6 srovera S V@R srabT1 SO (F 5T, (16T FE AT [N | ABT 9F51 Y32 F35, 9F61
fEaTFYF ST | I A 1 ATATH] IR ST, PTAIRT ST, BT (T2 2 5] ST JHAN A SUCET I,
3R T8 (BRI, ST N7 ST X =& ST (5T ST FIET A1 | S AN 5232 | SO IR ST 9 (T
el 1 R, (575 SOV IofeT, (o1 YT & 231 ©TF Y M| BT =GT3, ST AT AP AAS ST
TS AR, AT (NP ANFPEIT TSI NI | AFSES Fho (NP AP o (© 3T T A7 W fAfemR
9% ST (SR 20 | QAT DA TF, T3 A ST (F07 FAFTST, AP 27, NS T2EF NJF FT 4 5T
ST Y A7 ST I FAPTOIN (I TH 0 A3

S SN N T Jf0 A FEA IR A2 SRIAY FATETF IR0 TO@N | I SN [0 FEF
ST T SVes A ST TG, ST N 29T (F A(OTPANH TG SIR A3 {355 3 = (T, (T6T 9T (F1TS
SR | = T (T 7 27 37 T 92 [ T RGOS T SATTGT FAT ST N3N I, AN IR
31T SAETE e Fa0e MNfF |

[Verbatim prepared by Sukanya Sarkar and Suranjita Paul]
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Music Mapping of Kolkata

RAGA APPLICATION IN BENGALI THEATRE
SONGS

AUGUST 1,2016 | ADMIN

teat fRTBitg A8y 312 Mo qhslid rdald
IFt (MAISTe I

(PreTdror ARG IeT(e; (FleTdrol f$ O 2 NS 397 Fel (I8 I 2et a2 ot fiyist fh
S| (FIeTPTOT 35 fAOT B 911G S152el 3PN WINIF GPBT LI QNG DS SN AT (T
ST AL 93 FATBIER SHA I N S11F; A5 {6 IeT? A 1 Ol S @@ | SR GTo1d Sies
@5t ({31 5T AN ATBT-T5 o S ST GO 6 (AT | AIBI-T5 1 a8 X361 Gy XIed (ATFHs;
QNI SIAeAR A T© T 9BIE, 167 5 Bid ST aeIR| {37 T2 @1, SeFo Jof o-B&t
O QEICTO (AT (GITE| IISIBI N TS (BTTR, QA GT61 NB-511+ | T15 20 van e a7 2T
O @I A A, QIS T, (F1W) m@mwmerasim Stepanovich
Lebedev) | ffA @3 (@ IedToR QIGIN | ATANS B 5T A BEH B 3F I, B 3F 2
Iy gllg(m\‘ol%(Count Andrey Razumovsky; Musician, Violinist) | fofa Iifeste Sam QP IF
fRTeTH, SR TN gg | FofN QIR 17 o, fofN @ema 3g e 93 3% forer (i, 932
o $BI2 IF (TN (T I NI O QB ©I (9HTB) FSrpAT Sestsf SRR 92 186
AGWSE & 932 219 RN (@@ | S F2AT 9IRS AT @R O 387 A |
ST fOfN TAT 9B IS g, O ol BT O SIaead WIN| F2AT SN Trie~ gt
((TBT) QAT (BATS, CTATN AT I B SR | CTANA B @S9 JT ST I (ST

BN FASTIATIA @IV | 93 FRIAIAIA @IV IeTeTe OARDIA (A (T8 BN FLHIRI ST @A |
WEr3 (A O STFIG @IS IeTAR IRNT ((F1B) 578 FRITIATI @INTETd | QAN I Wi 8 [AORT
(RIfN) QTS (GteTt QUi SI3ferd IS f2ery, TARDIA (IS TSI G 3 [@=iell Ao | 55 ito
e @R @ISTiR ot 311 Bt fof Swiae (@ 371 38 3fout @A WAt QA AFTod Sitig
R SR T B FAET| BITO3 BT (@S T TSI IS A, 5 T IS | 52UF fofy streiam
NIRRT (T S5 It ST T @iqs S (1ed [qaid) 7isT et oniNed 93 ol
Rrea I S (1 fRafdt wist) 516 AT et ol Fres R | Q e aUF JIT e
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(5ITZ | @itst BT6 IRt ety foeT, QARSI AN AR G776 (SfeTist Siere| a3 I SN orgt e

T IR Q72 @R NIFEI AT (IR Offo1w o 2751 atst SFesfio frate ies Fa@ | fof saw
et NPTOATI SRAMS (A Q32 (SIFTRE WIS, Fofy Ireetiy FoheT TN IIgAD AL |
SUANII (T S T AT 3T TRA-(S 3T | @ 5 -5 o st e ontNie
STNIFII (13 BTENH8 S ferdfRrera | ‘We e st grat fAfSa Ima 2t I @i 98 S Il
IRMEAN 93 FMGTI (BNA3 IFIB NB A @I CHAIER (T fF SI| Ferdrold st (Feig ade
SRS 3 ([ (G2, 3T (T OIR XI5, 578 X1t (& SN T S Wit @it SNt No! $ ez
W [T@IHAI AT FofF TR TR 33 X0 II Ofdo by I S1iF| 951 37 fofv s
MR | Qo153 SHIK fReTN SHINIEN N157 SHIbieTd It Sferd | Qriedd i (G ~157 e, 7153
STGF A AIBIAS, T A A 75310 AIBIAS QN (BT WA O SAN (O AT LYI
IV SHIBITF I ATSS | B3 AN TS aF b1 IS IS A M, 7 ATIE Sig gy 11 53 o7
MREN | QAP T (YA, Qe ([ 3% PTS-AF BT 2 (1Y, TN BT Je0A SIS 73|
N (573 WU BIeTBT (PN [2eT| FBT ST SRl il QY AT T (Il 2ist $ i sTer2| 2
[ (IeTHOI Ar-JIfoNT It 1, stbiey Totite o vl fod, o fofy Fawem. .

NSt 200%, QIS QN T T8-3B feTos | QNS S Tl T T® HEN Ofdl S fferss-
3BIITST BT (B ST (ofd T AT SUNBIF i 5 QNI 92U FNTB (concerto) Aeot, {53
fAfeTST-3DIAfTET - 97 1l et 711 363 ((Tamid @y F61 SRsM (@ fAwe 43¢ siiver a2
62 ©ite @R T 6N U fAsT @IF W@, . . (4fH @18) | ABid (Of (BN @IS B+ i3 7,
Y @I T (FIN Ol 32U 32 WINWL (AN ‘I’ ST 2, (O 96T I WS (stef| iy {6
JON AT -

a8 (T 9FBT APBIOR LA 932 AT FSIT, (98) ot NIt 9T A9 o0 AS (od! get Iat
(@ ST a3 FAIEBI S Sta | St A0 QFB (12l S ITFW, (g QAT QU T I Q@I
1513 TTOT T TS (@15 Qi ST Xt Tt o153 9T T TS feama Fie, wrens fofy
QTR W (W8, TfN 381 SAifB A AN STied | fof~ s Ao, SITodrd QNroN S 1vd
fore | S IO ST WL @A (ONN) STTEHE L I 70 -3 I97| WA, S IR AR A 57~
NI 9P~ A ANZ | 92 B SITF X561 30| G2UN SRS ST A (G17R (0f 374 I7 DAT (0f 58 A
QT SRR W& (IR, AT 511 foret 331 SN A1 Sited S13rer - Y G ANE 37 BN &
T ST TOT AIF; “SHABI] $6 ©FF JAIR | WSS (OF QN YIBT 5 GFB1 2T $6 ©INL B AT
(G JATN SIfe] AT SR 5TeT TSI SN FB OIS AT T T 92 (F, 92 B [FF (PIeTdhiot (o 93 71
A YTeTId Qgo Aol G DeT Qa2 aqﬁmﬂ— i QAT I I afIE 6ifR | 98 @iy a5p mifor
...... @S T2 SIS (concerto) IISTTST G513 I 3511 98 @ T g ST QT (ITeT i T 36T
M0 Ao | 16 TN ((TA)
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é]Q QY IQNIIéN’ 2V, g}ﬂlékb 2V, bl<1NII£<D DY (?5\91\':5\9 ) [GRSHBR B |'4("l 2] I 22| \‘JJIIN lldq ?IT‘)T
SR AFI T A S I W7 @ e T e 7t

AR QN T A 9L Q91T T8 QAT (2 (FIAS 01 SO SR | SHINTSA fRAIIGIEI @ aFb!
SFI 2T | FARBIA I WGARI QEI BT HFA f2ed; At T (<11 LIt I 9FSH SUEATS,
AT FoTeIT® AIBTON, FIT6BI J2ad (FlcTdol @refie I3TIT ATT I BF I Megoa |
OUAABIF Ui ol foreit Jut ST (HTRNF) e | 9F aF61 foq To1d AT FATON 932 O G
oA WuT I Ao | foq TBTT (<1, ST QIS BTO (5116 @i fone it yut fire 2| 972 T
TR (T @ Wl 92 foret yui fAw AT T3 Sy ARAT=I1{B 1 Y&t g @ristro | fofy 93 Traiq weey
T2 FA@A 932 G358 FIAdiaieyl Tiat, [eITo: @ Tl WINT [FIeAdiot 932 Xadqoei! WBErs A
T I HOII A 2 G 357 @effe (SHGIIP! 55 IS 39| {6 ITH0? @it (T (@t B 618
S, I AT, Y O AT SHeTB Tioz | SN 76 SN @rfony Fated Ifofy qo@t - @ vt
ST AfeT QSR @ QLD e AT 1T (lfe TR AT, ST T Jiqlt =i (e A,
ORI (I I2FT T2

e WINGT I@FNT @t Mdfg, s TR, wfeay mtfz| fofv ok a fAmen, GO Ol ST,
BSIPIBT SFY WIF AATSIPIBT WaaT i WA O fefsf Bf (Lip ) It Wb LRI A1 3T A1 |
T fo~TB 5atg 9T Aot FaroN | 93 ©iE GV LD AfoaT Faro~ | ©fd ST TAT B
BT (5172 WA ©2UF TOId1 IR @I 3T R Iw fAe wifst, w2 et {3 3w, oA —

aFB T QfS I QT IAGANRAT GFBT ST T N SIS ST ORIR@H

TG ften f5g autet fiton, 514 517 2 (&, foroiterd 51 514 2% (@ Sf~ (ANBI B3It (ote e for
o7 =¥ fATT (1T | ©TT® 932 OIIAGT A2 A ... 7 QT ... 92 YD MPBT W1 9B IS
T (RN S18) | QUN IATGITHI JATE GT6T @A TR N @7| 92U 31 GRS T IR (N
U T, oo a1, X fSfAeed aaiAT; oite XI5 2z Il 5 ot T |
IAGANAT T A ST CNEA, T ([HE QAT (S TSI SHITF SHA A, (73 SN @
WfSTARH, (T3 SR (@ STHI, (13 ATFHIf P QAT Wendd (SH3T) TGN S eI A3 At
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Verbatim by Suranjita Paul, Project Fellow

A part of the Seminar Proceeding of the seminar titled ‘Kolkata Style: Looking into Indian Classical Music’
held during 12-13 March 2015. The proceeding was published with ISBN 978-81-928763-0-7.
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